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Trojan Horse or Rorschach Blot?  
Creative industries discourse around the world 
 
Stuart Cunningham 
 
 
 
Abstract:  
One of the most wide-ranging and sophisticated critiques of creative industries policy 
argues that it is a kind of Trojan Horse, secreting the intellectual heritage of the 
information society and its technocratic baggage into the realm of cultural practice, 
suborning the latter’s proper claims on the public purse and self-understanding, and 
aligning it with inappropriate bedfellows such as business services, 
telecommunications and calls for increases in generic creativity. Reviewing the broad 
adoption of the concept in policy discourse around the world, this paper suggests that, 
rather than a Trojan horse, it might be better thought of as a Rorschach blot, being 
invested in for varying reasons and with varying emphases and outcomes. 
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Even the sternest critic of the creative industries idea would concede that it has had a 
remarkable take-up across many parts of the world.  Although this often has been 
focused on policy development in bureaucracies, in many cases industry also has 
found it a congenial rubric with which to identify. However, the gap between its 
reception in such circles internationally and at many levels (national, state, regional, 
intergovernmental), and the depth of opposition to it amongst critical scholarship 
suggests it as a textbook case of the disabling gap between policy and critique – about 
which I wrote a book some years ago (Cunningham 1992).  
  
One of the most wide-ranging and sophisticated critiques of the creative industries 
policy problematic is Nicholas Garnham’s ‘From Cultural to Creative Industries: An 
analysis of the implications of the creative industries approach to arts and media 
policy making in the United Kingdom’ (2005). Garnham’s critique centres on an 
extensive commentary on the core intellectual lineage of the information society and 
its key links to creative industries: Daniel Bell and post-industrialism, Schumpeterian 
theories of innovation, information economics; services and post-Fordism, and the 
“technologies of freedom” argument of de Sola Pool. Creative industries ideas are a 
kind of Trojan Horse, secreting the intellectual heritage of the information society and 
its technocratic baggage into the realm of cultural practice, suborning the latter’s 
proper claims on the public purse and self-understanding, and aligning it with 
inappropriate bedfellows such as business services, telecommunications and calls for 
increases in generic creativity. Garnham rests his case on the normative imperative to 
return to the “cultural industries” policy focus on distribution (critique of multimedia 
conglomeration) and consumption (smoothing of the popular market for culture for 
access and equity) of which he was a main proponent in the 1980s (Garnham, 
1997/1987). 
 
Garnham is right to say that the creative industries idea is about linking culture to 
discourses of information, knowledge and innovation. He is wrong to assume that the 
latter trumps the former in each and every case, or indeed that it has to be seen at all 
as a zero sum game. There are two key variations on Garnham as we look at the take-
up of creative industries around the world. The first is a dramatic shift from an alleged 
top-down, central government-directed, triumphalism. In almost all instances of its 
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take-up elsewhere, it has been more tentative and exploratory, allowing for more 
regional variation, and adaptive to local circumstances. It is the very lack of certainty   
despite Garnham’s “It assumes that we already know, and thus can take for granted, 
what the creative industries are, why they are important and thus merit supporting 
policy initiatives” (Garnham, 2005, p. 16)   that has meant constant definitional 
wrangling, regular recasting of what counts in the creative industries – in general, a 
productive ferment, rather than preordained certainty. 
 
The second is that the “unquestioned prestige that now attaches to the information 
society and to any policy that supposedly favours its development” (Garnham, 2005, 
p. 20) is quite unevenly engaged. When it is, it takes two forms. In the first, in 
developed countries, it is as much about softening the technocratic orientation of the 
information society as it is about taking the creative industries discourse beyond the 
cultural and media sector and into digital content and the creative economy fields. In 
the second, in the global south, it is to leverage support for the development of basic 
infrastructure, the “unquestioned prestige” of which absolutely cannot be taken for 
granted but it still very much in the process of being laid in.  
 
In what follows, I identify several variations on the creative industries theme as it has 
travelled around the world. As well as spatial dissemination, I comment on the 
temporal dimension – the evolution or renewal of the concept at its point of origin in 
the UK, and the forward prospects embodied in that evolution. Rather than a Trojan 
horse, it might be better thought of as a Rorschach blot, being invested in for varying 
reasons and with varying emphases and outcomes. Policy discourse, particularly that 
which has travelled so extensively so quickly as creative industries, will inevitably 
assemble differing evidence bases, interests and explanatory schema. (I have called 
this “ideas-thick” rather than “ideas-rich” language (Cunningham, 1992, p. 35)). It is 
the interactions amongst the contending elements that determine whether a policy 
discourse can be said to have useful or deleterious effects – effects which should not 
be presumed in advance. 
 
The United States 
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Margaret Jane Wyszomirski reminds us that US exceptionalism (paradigmatic 
hegemony in entertainment) exists normatively at the national level, while at the 
regional, state and local level, policies to support the creative industries struggle for 
space and acceptance as in most other countries. She shows that the debates around 
the creative industries (which many have assumed have not been needed or noticed in 
the US) have begun to make their mark: a language at once more focused than culture 
as a whole way of life but much broader than the traditional arts has effected a 
significant change in policy thinking ‘from a resource poor, cost diseased sector in 
need of subsidy to a set of community assets that can be engines of local 
development’ (2008, p. 203). The impetus for the adaptation of the creative industries 
idea, then, has come from the subsidised arts end of the spectrum and is resolutely 
sub-national in its implementation. This focus is often found combined with place-
based, regional and municipal development strategies inspired by the work of Richard 
Florida (see, for example, Michigan Department of History, Arts and Libraries, 2005). 
 
Given this, the term creative industries is employed sparingly in the United States 
and, despite some variations (both Richard Caves (2000) and William J. Mitchell et al 
(2003) use it in significant treatises in the field), the broad sector embraced by the UK 
definition is divided into arts and culture on the one hand and the 
entertainment/copyright industries on the other. It is from that basis that attempts to 
bridge these ‘heretofore separate domains’ (Wyszomirski 2008, p. 200) have occurred 
- from the arts side. 
 
The former National Assembly of Local Arts Agencies (retitled Americans for the 
Arts, AFTA) began gathering information and reporting on the regional and national 
economic impact of the arts from the late 1970s. By the 1990s, these ‘impact’ reports 
began to argue that the three arts sectors (the popular and commercial entertainment 
industries, traditional subsidised arts, and amateur orcommunity arts) ‘were part of a 
single conceptual entity’ (Wyszomirski 2008,  p. 203). In 2002, the reports started to 
use the term creative industries. However, despite the long-run, somewhat 
Promethean, attempts to coalesce domains, there is an explicit exclusion of ‘computer 
programming’:  
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We have taken a conservative approach to defining the Creative Industries by 
focusing solely on businesses involved in the production or distribution of the 
arts. For the purposes of this study, the Creative Industries are composed of 
arts-centric businesses that range from nonprofit museums, symphonies, and 
theaters to for-profit film, architecture, and advertising companies. We have 
guarded against overstatement of the sector by excluding industries such as 
computer programming and scientific research—both creative, but not focused 
on the arts. (Americans for the Arts, 2008). 
 
These efforts also involve an attempt to inscribe the direct economic inputs of artists 
as a creative workforce skilled in the ‘new economy’ (Americans for the Arts, 2005) - 
while not wishing to blur the distinction between creative industries and general 
information work:  
 
With nearly three-million people working for arts businesses—arts education is 
a critical tool in fuelling the creative industries with arts-trained workers as well 
as new arts consumers. Alan Greenspan, U.S. Federal Reserve Chairman, notes, 
“The arts develop skills and habits of mind that are important for workers in the 
new economy of ideas” (America for the Arts, 2006).  
 
 
Europe 
 
The concept of creative industries contends with a plethora of terminology in the 
multi-layered policy landscape of Europe. These include ‘content industries’, 
acronyms and neologisms like digicult (digital cultural industries) and TIMES (which 
stands for telecommunications, information, media, entertainment and software – an 
even broader range of sectors than the creative industries).  As a generalisation, 
European variations on the creative industries tend to stress a greater degree of 
communitarian benefit and strategies of social inclusion than is evident in the original 
UK settings. When ICT is considered in this context, it is its social and cultural uptake 
as much as its potential as an economic driver, that receives attention.  
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The European Commission’s 2006 major study The Economy of Culture in Europe, 
explores the links between culture, creativity and innovation. Much of its emphasis is 
that cultural development serves as a tool of social integration and territorial cohesion:  
 
In many European territories today a growing polarisation is seen between 
“resource-strong” and “resource weak” communities, groups and individuals 
such as ethnic minorities, immigrants, youth in difficulty, or long-term 
unemployed, as well as difficult territories such as mega-poles’ suburbs, 
industrial areas in decay, isolated and declining agricultural areas, etc. Strategies 
for “empowerment” aim at giving marginalised citizens and deprived 
neighbourhoods possibilities to develop those resources. Culture is a useful tool 
in this regard (European Commission 2006).  
 
As Florida and Tinagli state in their coverage of the creative status of European 
regions and cities: ‘The central tension is based on values, not wealth’ (2004, p. 8). 
We see much of the debate about creative industries and its potential economic and 
social value(s) being played out at the level of place-competitive renewal and 
branding policy. The tensions lie between city re-birthing strategies, UK creative 
economy discourse, and the deep cultural heritage of European regions, not centrally 
around the imbrication with the prestige of the information society.1
 
 While the latter 
is certainly in evidence at the level of the major supranational policy bureaux 
(European Commission, European Union, OECD), this kind of policy development is 
not, and cannot be, as directive (‘top down’) as central government creative industries 
policy and programs enacted in the UK. 
While there are numerous instances of adoption of creative industries-creative city 
development strategies, there is also a persistent theme of adaptation and variance due 
to local circumstance and the depth of heritage (Primorac 2006; Böse 2004). Indeed, 
                                                 
1 An example of this complexity is how the city of Leipzig attempted to revitalise the city through a 
media metropolis in connection with the city’s celebrated publishing heritage (Bathelt and Boggs, 
2003). At first attempting to create a new ‘Graphisches Viertel’ (printing and publishing quarter), the 
initiative evolved instead into a new video production cluster when the post-reunification government 
located a new state broadcaster there. 
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in a wide ranging overview of policy tension in Europe, Xavier Greffe (2008) argues 
that it is caught between macroeconomic policies which strive to position the EU as a 
coherent single economic unit – the largest in the world – with progressive 
innovation, R&D, educational and social contract frameworks, while on the other 
hand its cultural policies remain based on a principled protectionism. There is 
increasing strain between aggressive market development strategies driving much else 
within the Union while cultural leaders champion exceptionalism. However, 
increasing recognition of the importance of the creative industries suggests a change 
in this understanding of the relationship between culture and markets. In this context 
the understanding of cultural production is shifting towards small, flexible enterprises 
linked to global networks of exchange and export. 
 
 
Asia 
 
Many, though by no means all, Asian nations have adopted the idea of creative 
industries in ways that have definitively delivered it out of its Anglospheric embrace. 
In Singapore and Hong Kong particularly, the term and its concomitant policy 
development has been in use for some years; but also Taiwan and Korea have 
developed creative strategies. Latterly, China has engaged in potentially paradigm-
shifting ways with the discourse. 
 
Kong, Gibson, Khoo and Semple’s (2006) careful tracing of the way creative 
industries discourse has been adapted to the local contexts of China, Singapore, Hong 
Kong, South Korea, Taiwan, Japan, China and India. Kong et al show that creative 
industries works in intermittent, sometimes incoherent or contradictory ways, and 
emphasise especially the role of national socio-economic and political circumstances. 
This, it would seem to me, is a sign of dynamism, not of a failure to attain the 
standards of a Platonic ideal of a rational-comprehensive policy model. In the light of 
Garnham’s argument, Kong et al show that, of these Asian nations, only Hong Kong 
explicitly includes software and computing as a key sector of the creative industries.  
 
In Singapore, for example, the discourse has been used to begin to displace, or at least 
supplement, the prestige of ICT - which has hitherto held unquestioned sway in a city 
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state known for its normative technocracy. The notion of creative industries has come 
to mean a quite radical emphasis on creative thinking and problem solving and a 
challenge to time honoured Confucian educational models and a new inscription of 
the prestige of the artistic endeavour. The emphasis on ‘creative human capital’ 
through education as a delivery vehicle for this enhanced creativity, and the 
recognition that long-term investments are needed to slowly embed the importance of 
creativity make this developments broader and deeper than many policy frameworks.  
 
Singapore has developed three interlocking initiatives with creative industries policy 
having the broad aim to ‘facilitate a national collaborative approach comprising the 
Private, People and Public Sectors to grow our arts, design and media sectors’ 
(http://www.ci.sg/about.html).  The three pronged approach incorporated Renaissance 
City (targeting the arts and cultural sector); Design Singapore (with emphasis on 
expanding and embedding design’s value for domestic and trade purposes); and 
Media 21, whose aims under the Media Development Authority are to: develop a 
state-of-the-art media city; position Singapore as a media exchange; export made-by-
Singapore content; augment the media talent pool and foster a conducive regulatory 
environment and culture. Arts are to be mainstreamed as they, in themselves, have 
much to contribute to wider economic and equally social development: 
 
MITA agencies must shift away from the ‘arts for arts sake’ mindset, to look 
at the development of arts from a holistic perspective, to contribute towards 
the development of the creative industries as well as our nation’s social 
development (MICA 2000). 
 
In the context of a National Development Plan, Taiwan is linking a more ‘humanistic 
and sustainable’ approach to development to ‘culturally creative industries’ (GIO, 
2002). The goals are to nurture creative skills and promote the combination of culture 
with entrepreneurship to develop cultural industries. This necessitates setting up an 
organisation to promote culturally creative industries, cultivating a creative workforce 
for art and design, moulding an environment conducive to the development of 
creative industries and developing creative design and culture-based industries. This 
will articulate to the more high-tech end of the creative industry spectrum, with major 
new R&D investment in such key areas as design and digital content and by 
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encouraging cooperation among industry, academia and research institutions. These 
emphases are being developed in contradistinction to what has come to be seen as too 
narrow a reliance on ICT, particularly the generation of export revenue based on the 
semiconductor industry and entertainment hardware.   
 
 
China 
 
In China the word for creativity (chuangyi) is found mostly within the arts and within 
the domains of advertising, multimedia and design industries. On the other hand, the 
Chinese term for innovation (chuangxin) carries great national freight. Correlations 
are evident between China’s ongoing economic reforms and its self-conscious styling 
within a national innovation systems framework, which was officially consecrated in 
1998 as the ‘knowledge innovation program’ (zhishi chuangxin gongcheng). WTO 
accession in December 2001 signalled a need for broad institutional reform, and in the 
eyes of radical reformers, a tide of ‘creative destruction’ was necessary. Entrepreneurs 
were admitted into the Chinese Communist Party in 2003.  
 
In January 2006 the concept of autonomous innovation (zizhu chuangxin) was 
articulated by President Hu Jintao (http://www.gov.cn/english/2005-
11/26/content_109854.htm). This reformulation has led to a more socially inclusive 
‘innovative nation model’ discourse (chuangxinxing guojia). Broadening innovation 
from its science, engineering and technology base has in varying degrees led to wider 
engagement with an imperative to enable creativity and imagination in other 
economic and social spheres. We are beginning to see China bringing together its 
permission or enouragement of creative entrepreneurialism ‘from below’ and its 
national imperative to be more industrially and educationally innovative ‘from the 
top’. The economy that is reshaping geopolitics and economic strategy is already 
reengineering from ‘made in China’ to ‘created in China’ (Keane 2007; O’Connor 
2006; Hui 2006)  
 
This would suggest that China’s incorporation of culture and creativity into a broader 
innovation strategy looks much like the playing out of Garnham’s ‘prestige’ model, as 
well as being an even more exact instance of ‘top down’ policy directive than could 
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be contemplated in a western liberal democracy. However, China’s path to modernity 
and its modernisation strategies allow for no simplistic assumption that it is merely 
emulating, ‘catching up’ with, the west (see O’Connor 2006). China’s interest in the 
cultural/creative industries is as much concerned with reasserting its historic claims to 
cultural/spiritual eminence as it is (and it certainly is) about inscribing itself into 
technological modernity and contemporary innovation thinking. Michael Keane 
reviews the relation between western debates and China’s policy history and argues 
‘[a]lthough international similarities are evident in the language – the emphasis on 
value adding, revitalisation of urban space, enterprise, and clustering – the genesis of 
creative industries in China does not blindly follow the Western template’ (2007, 
p.154). ‘While the convergence of science, technology and culture may appear to be 
expedient from a Western critical perspective, this has a longer legacy in China’. And 
while the burgeoning of creative clusters and precincts may appear as the slavish 
adoption of western planning fashions, it reflects a Chinese socialist model of 
‘duplication of resources’ (p.155).  
 
The insistence from Beijing in the term ‘cultural creative industries’ reaffirms the 
centrality of China’s spiritual civilisation and heritage in its packaging of product and 
experience for middle class domestic consumption and for the burgeoning tourism 
industry. Indeed, there is an evident tendency for the ‘cultural creative industries’ to 
be seen mostly as analogue goods and services (heritage objects and cultural tourism 
in theme parks) because the longer-term task of value adding in intangibles and 
competing in international markets on these terms is more difficult and is not assisted 
by China’s very problematic official statistical accounting for intangibles. 
 
 
Australasia 
 
Australia and New Zealand have both produced significant policy work explicitly 
packaged as creative industries. Australia’s Creative Industries Cluster Study (DCITA 
2004a), Digital Content Industry Action Agenda (DCITA 2004b), and Prime 
Minister’s Science, Engineering and Innovation Council inquiry into ‘Creativity in the 
Information Economy’ (PMSEIC 2005) and ‘Building a Creative Innovation 
Economy’ from the Cultural Ministers Council (CMC 2008) are a sophisticated body 
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of analysis and recommendation. The broad drift of this work is from the creative 
industries as a sector, to a closer focus on the ‘digital content and applications’ end of 
the creative industries because of its higher growth potential, as well as a focus on the 
creative industries as a value-adding input into manufacturing and the wider service 
industries. State and local government creative industries policies remain more 
broadly focused and diverse in intent and execution.  However, implementation of 
such perspectives have been left largely to a few sub-national governments, 
particularly the state of Victoria with its Design Victoria initiative 
(http://www.designvic.com/). 
 
New Zealand2 has a highly focussed ‘Growth and Innovation Framework’ that 
focuses on just three sectors of the ‘new economy’ - biotechnology, ICT and the 
creative industries. Within the creative industries sector, there is a balance between a 
sector-specific focus on screen production (capturing for the country the benefits of a 
creative cluster around Peter Jackson’s and other international screen successes) and 
strategy of creative input as an enabler of other sectors, focused on design.  Better by 
Design was established in 2004 to increase New Zealand’s export earnings by 
assisting companies to grow in international markets and improve their financial 
performance by the strategic use of design. There is now some evidence from the four 
years of the program of good results of ambitious goals for light manufacturing, 
tourism and other export-facing industries.3
 
  
 
The global south 
 
It is usually assumed that developing and transitional societies have less purpose and 
priority for the cultural industries as they struggle to feed, cloth and house their 
citizens and develop more robust economic and political governance. This has been 
fed by a certain metropolitanism in much debate which tends to think of the creative 
industries as associated with the vanguard of the most advanced societies (and 
                                                 
2 For an overview of New Zealand’s policies, see: “Developing creative industries in New Zealand” 
available at: http://www.nzte.govt.nz/section/11756.aspx#overview, as well as: 
http://www.nzte.govt.nz/common/files/ses-creative05.pdf 
 
3 See www.betterbydesign.org.nz. 
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therefore able to ‘indulge’ their Maslowian upper hierarchy of needs), and in 
particular with the creative city powerhouses of New York, Tokyo, London, or Paris. 
But there is growing evidence that the large developing and transitional economies 
(pre-eminently the BRIC bloc - Brazil, Russia, India and China) are well aware of the 
significance of the creative sector’s links to economic advancement and have the 
urban conglomeration to make the co-location of production and consumption, and 
the aggregation processes central to industrial-scale activity, work. Their typical 
economic pathway involves import substitution, growth based on meeting demand in 
large domestic markets and, as the earlier comments about China demonstrate, 
shaping their singular approaches to creative development. 
 
The smaller and poorer countries of the global south are seeking to deal with the 
challenges and opportunities raised by the creative economy without the scale-and-
growth economies of BRIC or the traditional competitive advantages enjoyed by the 
‘advanced’ West. The creative industries discourse in south America, Africa, and the 
Caribbean is one which must engage, as a precondition, with cultural heritage, 
poverty alleviation and basic infrastructure. In the global south, the discourse can be 
used to leverage support for the development of basic infrastructure, both cultural and 
ICT - the ‘unquestioned prestige’ of the latter absolutely cannot be taken for granted. 
 
It is to these regions that UN agencies like UNESCO, WIPO, UNCTAD, and the 
United Nations Special Unit for South-South Cooperation devote their attention. 
UNESCO’s Convention on the Protection and Promotion of the Diversity of Cultural 
Expressions and its international initiative the Global Alliance for Cultural Diversity 
positions the creative industries as ‘vehicles of cultural identity that play an important 
role in fostering cultural diversity’ (UNESCO and Global Alliance 2005). 
UNCTAD’s mission of poverty alleviation through enhanced trade opportunity relies 
on procrustean and inalienable creative human capital as the fundamental economic 
driver:  
 
Creativity, more than labour and capital, or even traditional technologies, is 
deeply embedded in every country’s cultural context…these sources of 
creativity can open up new opportunities for developing countries to increase 
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their shares of world trade and to “leap-frog” into new areas of wealth creation 
(UNCTAD, 2004). 
 
UNCTAD and UNDP’s major Creative Economy Report (2008) contains the sanguine 
message that trade is growing from a low base from the global south and between 
south and south. There can be even a touch of triumphalism in the idea of creative 
development strategies releasing the richness of such cultural heritage. Vice 
Chairperson of a Task Force on Culture and Creative Industries in the Planning 
Commission, Delhi, Rajeev Sethi (2005), speaks of India’s high capacity to leverage 
value, particularly in the heritage domain and cultural tourism, as ‘poach[ing] on the 
economic future of “advanced” nation states relatively lacking a wealth of ancient 
heritage. Rich countries obsessed with staying one step ahead will now have to face 
competition from countries like ours, leapfrogging with home spun state-of-the-art 
innovations that have global markets’. 
 
Less triumphalist but equally intensely engaged with leveraging the intrinsic creative 
resources of historically disadvantaged and oppressed peoples is this departmental 
statement on the political context of creative industries in South Africa: 
 
In the context of Gauteng, harnessing, increasing and supporting the full 
potential of the creative industries and the competitive sports sector to shared 
economic growth and development, reducing poverty and unemployment, nation 
building and deepening democracy has to involve acknowledging and 
addressing one of the ongoing legacies of apartheid that we have not yet 
sufficiently dealt with -  that participation in the creative industries and sports 
sectors and reaping the benefits thereof continue to be the domain of a privilege 
minority in terms of race and class. (SAGI 2006) 
 
The establishment of cultural tourism (‘township tourism’), tied to the opening up of 
post-apartheid South Africa, is called the ‘democracy dividend’ (Rogerson 2007, p. 
234). South Africa places creative industries an important sector of ‘medium term 
priority’ with two core foci (support for the film and television industry and 
developing synergies between crafts and tourism) because creative industries is well 
suited to small-scale enterprise and a broader social agenda: 
IJCP Trojan Horse or Rorschach Blot Final.doc  Page 14 of 20 
 
The purpose of the creative industries strategy is to further develop a creative 
industries infrastructure network to maximise its contribution to the growth of 
the economy (which has substantial potential in terms of the establishment and 
growth of small and medium enterprises), community development, as well as 
urban regeneration (SAGI, 2006). 
 
 
Conclusion and forward agenda: renewal at the origin 
 
There is no question that the most sophisticated policy efforts to stage the creative 
industries idea as well as the strongest critiques of it both occur in the UK. But the 
policy focus is undergoing a transmutation which may render the critique of limited 
provenance. In particular, there was legitimate concern over the promiscuous insertion 
of a broad definition of software in the original DCMS characterisation of the sector 
(Hesmondhalgh and Pratt 2005, p.8). Critics argued that this was done in order to 
boost its size; it could also be said that it was a function of the outdated SIC codes by 
which industry sectors perforce were classified. Whatever the reason, it lent force and 
point to Garnham’s argument. However, if policy shifts attention from industry size 
and growth rates to employment, creative human capital and inputs into other industry 
sectors, and a new, more inclusive model of innovation, the span-of-the-industry 
debate matters less.  
 
Major reviews and white papers within the last three years have refocused the creative 
industries idea in the UK. The Creative Economy Programme 
(www.cep.culture.gov.uk) focuses on higher growth businesses, the nature and value 
of creative inputs into the broader economy, and clearer differentiations of economic 
and cultural goals. The Cox review came out in early 2006, recommending a series of 
measures to refocus, including creativity/innovation ‘centres of excellence' in all 
regions.  The Gowers review examined the whole canvas of IP law and its impact on 
how business and society can deal with the divergent trends of greater digital rights 
management and technical protection measures to guard IP against easier ways of 
accessing and using digital content on the one hand and on the other the public 
interest value of promoting appropriate and better access.  . 
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The work of key policy research and advocacy body the National Endowment for 
Science, Technology and the Arts (NESTA) has played an influential role in 
clarifying and consolidating the claims for creative employment as a contributor to the 
shape of post-industrial economic and social health (‘creative economy’), and re-
making the creative economy-innovation link by expanding the model of innovation. 
Policy makers, it argues, should move beyond sector-specific, output-oriented, 
approaches. Studies of the business-to-business and employment links between the 
creative industries and firms in other sectors of the economy suggest that the creative 
industries may play a greater role in the UK’s innovation system than has previously 
been recognised by policymakers (Higgs et al 2008; Bakhshi et al 2008). The 
importance of ‘soft’ innovation – constant improvement in services, processes, 
responsiveness, and functional as well as experiential design that affects potentially 
every member of society comes to prominence (Stoneman 2007). Revealing the 
hidden innovation in advertising, independent broadcasting, games and product 
design sees them ‘emerge as particularly innovative enterprises, in terms of 
technological and wider innovation’ (Miles and Green 2008). 
 
The influence of this focus on linking creative industries and innovation is evident in 
the UK White Papers, Creative Britain: New Talents for the New Economy (DCMS 
2008) and in Innovation Nation, (DIUS 2008). Creative Britain speaks of the need for 
the creative industries to ‘move from the margins to the mainstream of economic and 
policy thinking, as we look to create the jobs of the future’.  Creative human capital 
development is arguably the central theme of the paper, extending to large scale 
apprenticeship schemes to coordinate better human capital inputs into the volatile and 
slippery creative economy. There are policies for business development pathways for 
creative entrepreneurship, including a voucher scheme designed to promote better 
coordination between demand and supply; and a recognition that research and 
development must underpin the mainstreaming of the creative economy.  
 
The logic driving the move from creative industries to creative economy is that the 
creative industries are not significant only in terms of producing a particular set of 
products and services, but because they are engaged in the provision of coordination 
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services that relate to the origination, adoption and retention of new technologies, 
commodities or ideas into the economic system.  
 
‘It should be noted’, Garnham comments in this critique, ‘that the model of 
innovation, its risks and rewards maps well on to the cultural/creative industries’ 
(2005, p.22). His worry was that the current model of innovation is purely about 
technological innovation and it is only entrepreneurs and technologists who were the 
‘creative’ drivers. It may be the case that that model of innovation, about which he 
was right to worry, is giving way to a more inclusive model. 
 
Note 
Thanks to Dr Harvey May for invaluable research assistance. 
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